



















































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































It	 is	 the	 temple-work	 that	 first	 fits	 together	 and	 gathers	
around	 itself	 the	unity	of	 those	paths	and	 relations	 in	which	
birth	 and	 death,	 disaster	 and	 blessing,	 victory	 and	 disgrace,	
endurance	 and	 decline,	 acquire	 the	 shape	 of	 destiny	 for	
human	 being.	 The	 all-governing	 expanse	 of	 this	 open	
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relational	 context	 is	 the	world	of	 this	 historical	 people.	Only	





































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































	 	 	 What	was	she	like?	
	 	
Promise	quickly	walks	towards	Nicholl	and	forces	the	dress	
over	his	head	and	down	over	his	body.	Nicholl	tries	to	resist	
but	she	slaps	him	again.	
	
	 	 Was	it	like	this?	
	 	 Was	she	like	this?	
	
Promise	gets	water	container	and	pours	oil	over	Nicholl’s	
head.	She	smears	the	oil	all	over	his	face.	
	
Promise:	 Did	she	look	like	this?	Pure	and	beautiful.		
	
Promise	leaves	Nicholl	in	the	centre	and	moves	to	the	edge	of	
the	circle.	She	starts	to	clap	out	a	rhythm	for	him	to	dance	to.	
	
How	did	she	move?		
How	did	she	dance?	
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Dig	deep.	Let	the	memory	come	back	to	you.		
Try	and	put	yourself	in	those	shoes.	
Instead	of	looking	at	her	from	outside,	you	are	her.	
The	truth	of	who	she	was.	
Come	on.	Be	her.		
Move	how	she	moves.	
Think	how	she	thinks.	
Feel	what	she	feels.	
Tell	the	truth.	
	
The	clapping	gets	louder.	(p.	29)	
		
As	Promise	forces	Nicholl	into	the	dress	that	he	asked	her	to	bring	along	as	a	tool	to	
unlock	the	‘truth’	of	her	experience,	Nicholl	is	literally	bound	up	in	the	means	of	his	
own	system	of	representation.	Like	Prometheus,	he	is	constrained	by	the	limits	of	
his	knowledge	in	the	face	of	the	‘necessity’	of	Promise’s	revelations	and	made	to	
understand	a	different	type	of	knowledge	through	suffering.	Promise	forces	Nicholl	
to	‘become’	her	mother	by	putting	him	in	her	dress	and	blacking	up	his	face	with	
the	oil	she	brought	with	her.	In	a	parody	of	his	own	exercise	she	asks	Nicholl	to	
empathise	with	her	mother	by	means	of	this	performance	thereby	drawing	
attention	to	the	potentially	impossible	gap	such	an	understanding	would	have	to	
bridge.	This	performance	emphasises	the	public	dimension	of	Nicholl’s	process	of	
self-discovery	and	moment	of	tragic	reversal	in	front	of	the	masterclass	audience.	
This	reminds	us	of	a	similarly	ethical	dynamic	in	tragedies	such	as	Oedipus	the	King	
by	Sophocles	where	it	seems	important	that	the	tragic	hero	not	only	has	to	suffer	a	
new	and	unbearable	self-knowledge	but	that	this	new	identity	is	established	in	the	
public	sphere	for	all	to	see.	
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Heidegger	looks	to	Oedipus	the	King	in	a	fuller	analysis	of	the	thinking	expressed	
through	Greek	tragedy	and	what	Schmidt	describes	as	“…the	most	profound	insights	
of	the	early	Greek	thinkers	regarding	the	simultaneity	of	unity	and	contradiction.	
This	double	bind	of	being	which	repeats	the	aletheic	movement	of	truth…”	(Schmidt,	
2001:	p.	241)	In	the	character	of	Oedipus,	Heidegger	sees	the	embodiment	of	these	
ideas	of	aletheic	concealment	and	unconcealment,	ignorance	and	knowledge,	and	
the	complex	relationship	between	them.	Oedipus’	journey	within	the	play	is	one	
from	ignorance	to	knowledge	but	also,	because	that	knowledge	is	ultimately	
unbearable,	from	seeing	to	blindness	and	light	to	darkness.	He	begins	the	play	by	
saving	the	city	through	his	wisdom	in	solving	the	riddle	of	the	sphinx	(‘in	the	
brilliance	of	glory’,	(Heidegger,	2014:	p.	117)),	but	ends	it	by	blinding	himself	and	
removing	himself	from	public	sight.	Heidegger	discusses	the	play’s	treatment	of	
these	themes	in	his	Introduction	to	Metaphysics,	
	
Step	by	step	he	must	put	himself	into	unconcealment,	which	
in	the	end	he	can	only	endure	by	putting	out	his	own	eyes,	i.e.	
by	removing	himself	from	all	light,	and	letting	the	protective	
cloak	of	night	fall	around	him,	and,	by	crying	out,	as	a	blind	
man,	for	all	the	doors	to	be	opened	so	that	such	a	one	could	
be	manifest	to	the	people	as	that	which	he	is.	(ibid:	p.	107)	
	
We	can	see	how,	for	Heidegger,	Oedipus	represents	the	“aletheic	movement	of	
truth”	from	concealment	to	unconcealment	by	simultaneously	embodying	these	
contradictory	values	of	ignorance	and	knowledge,	darkness	and	light,	seeing	and	
blindness	within	one	character’s	journey	or	‘act’	of	being	in	the	world.	These	
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contradictory	values	are	all	true,	in	the	aletheic	sense,	of	Oedipus’	being	–	‘that	
which	he	is’	-	and	demonstrate	the	‘simultaneity	of	unity	and	contradiction’	that	
tragedy	can	portray.	Oedipus’s	determination	to	know,	signalled	by	his	solving	the	
riddle	of	the	sphinx	before	the	story	of	the	play	begins,	is	one	of	his	defining	
characteristics	and	provides	the	driving	force	towards	his	own	destruction.	For	
Heidegger,	Oedipus	is	indicative	of	the	destiny	of	all	human	beings	to	be	brought	
into	conflict	with	a	world	in	which	they	must	try	to	understand	their	significance	and	
to	take	their	place	in	the	realm	of	the	universal.	Heidegger	views	this	drive	to	know	
as	constitutive	of	the	human	condition	and	of	being	in	the	world,	“the	passion	for	
the	unveiling	of	being,	that	is,	the	struggle	over	being	itself”.	(ibid:	p.	117).	This	is	
what	Heidegger	describes,	in	a	phrase	borrowed	from	Karl	Reinhart,	as	‘the	tragedy	
of	appearance’	(ibid:	p.	118).	Humanity’s	appearance	in	the	world	is	a	tragedy	
because	he	is	destined	to	strive	to	reconcile	the	singularity	of	that	appearance	
within	an	understanding	of	the	universal.	Like	Prometheus,	Oedipus’	knowledge	
comes	through	suffering.	His	previous	understanding	of	himself	having	been	
destroyed,	it	is	a	knowledge	similarly	bound	up	in	its	own	limits.	What	emerges	from	
this	reading	is	a	view	of	human	life	that	stands	in	stark	contrast	with	the	
metaphysical	sense	of	the	human	being	as	a	stable	subject,	an	agency,	standing	over	
and	against	a	world	of	substances	that	it	seeks	to	master.		
	
Nicholl	can	be	seen	to	be	‘drawn	into	unconcealment’	throughout	the	play	in	that	he	
and	the	audience	are	made	aware	of	all	the	contradictions	and	ethical	complexities	
that	he	and	his	views	represent	as	Promise’s	revelations	are	made.	He	
simultaneously	embodies	both	supreme	knowledge	of	his	technical	discipline	and	
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fundamental	ignorance	of	the	consequences	of	his	past	actions.	At	the	start	of	the	
play	he	is	the	master	of	his	own	world	with	a	strong	determination	to	share	his	
technical	knowledge	to	help	others	and	to	‘cure	the	sickness’	(p.	3)	of	his	particular	
domain.	In	the	end	however,	he	cannot	reconcile	the	singularity	of	who	he	thinks	he	
is	with	the	realities	of	the	universal	context	in	which	he	operates.	His	drive	to	know	
the	truth	and	help	others	do	the	same	is	the	same	striving	that	drives	him	to	his	own	
unintended	self-discovery	at	the	necessary	limits	of	his	knowledge.	There	he	
experiences	the	tragedy	of	who	he	really	is	and	his	‘appearance	in	the	world’.		
	
It	is	interesting	to	note	that	there	is	the	same	play	of	darkness	and	light,	seeing	and	
blindness,	used	to	describe	this	process	of	unconcealment,	at	work	in	Plato’s	cave	
analogy.	As	Heidegger	identified	in	his	analysis	discussed	in	Chapter	One,	it	is	a	
process	of	unconcealment	that	initially	underpins	Plato’s	story	of	a	quest	for	
knowledge	and	his	proposals	for	philosophy.	The	would-be	philosopher	emerges	
from	the	darkness	of	ignorance	represented	by	the	cave	into	the	light	of	knowledge	
represented	by	the	sun.	But	this	light	is	so	bright	that	the	philosopher	risks	
blindness,	in	an	echo	of	Oedipus’	fate	at	the	end	of	his	own	educational	journey	that	
reveals	the	knowledge	and	truth	of	his	identity.	However,	Plato	argues	that	by	
gradually	reorienting	the	soul	towards	the	highest	truth	through	the	practice	of	
philosophy,	and	growing	accustomed	to	the	light	of	the	sun	little	by	little,	this	
blindness	can	be	avoided.	In	this	way	we	can	see	Plato	offer	an	alternative	to	the	
‘tragedy	of	appearance’	put	forward	by	Heidegger.	The	tragic	trajectory	of	man’s	
drive	to	knowledge	and	seeing	that	ends	in	inevitable	blindness	is	here	averted	by	
developing	a	different	relationship	with	truth.	As	opposed	to	truth	as	a	tragedy	of	
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being,	Plato	proposes	an	idea68	of	knowledge	that	can	be	systematised	and	
instrumentalised	through	the	discipline	of	philosophy.		
	
It	is	this	instumentalisation	of	knowledge	through	philosophy,	and	more	broadly	
science,	that	Heidegger	considers	the	whole	‘tragedy’	of	western	metaphysics	since	
Plato.	In	this	sense,	for	Heidegger,	the	play	Oedipus	the	King	functions	as	an	allegory	
(or	perhaps	a	kind	of	prophecy)	for	humanity’s	developing	relationship	to	
knowledge	through	this	philosophy.		As	Schmidt	concludes,	
	
Oedipus	is	linked	with	metaphysics	and	its	fate,	and	ultimately	
the	figure	of	Oedipus	serves	as	a	model	for	the	fate	of	
western	culture,	which	has	defined	itself	in	terms	of	the	
possibility	of	the	foundational	knowledge	of	science	
conceived	in	a	metaphysical	manner.	(Schmidt,	2001:	p.	241)	
	
In	this	way	I	think	we	can	see	Oedipus	the	King	and	Plato’s	Cave	as	representative	
totemic	manifestations	of	the	competitive	discourses	of	tragedy	and	philosophy.	
Both	attempt	to	deal	with	man’s	need	to	know	himself	and	his	place	in	the	world,	
and	represent	this	as	an	appearance	out	of	darkness	into	light.	For	Heidegger,	
Western	culture	has	defined	itself	since	Plato	through	an	idea	of	truth	as	an	
external,	transcendental	given	which	can	be	systematized	and	instrumentalised	
through	the	practices	of	metaphysics,	theology	and	science.	In	tragedy,	Heidegger	
sees	the	possibility	of	uncovering	or	recovering	(unconcealing)	an	idea	of	truth	that	
																																																								
68	It	is	the	Greek	word	idea	that	Plato	introduces	at	this	point	in	The	Republic	to	describe	
this	form	of	knowledge,	and	that	Heidegger	precisely	identifies	as	the	‘change	in	the	
doctrine	of	truth’	from	aletheia	to	idea.	
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pre-dates	this	defining	moment	and	understanding	the	fundamental	conditions	and	
experiential	truth	of	human	existence	that	we	have	subsequently	become	blind	to.		
	
Heidegger	spends	much	of	his	analysis	of	the	Choral	Ode	(the	Ode	on	Man)	from	
Sophocles’	Antigone	(lines	332-375)	in	exploring	the	concept	of	deinon,	the	term	
Sophocles	uses	to	describe	this	fundamental	human	condition.	As	so	often	with	
Heidegger,	he	draws	our	attention	to	the	extreme	problems	of	translation	of	any	
ancient	Greek	term	due	to	the	radically	different	understanding	of	fundamental	
concepts	we	now	have.	However,	it	is	precisely	the	recovery	of	this	understanding	
that	Heidegger	is	urging,	and	he	sees	deinon	as	lying	at	the	heart	of	a	pre-
metaphysical	concept	of	being.	For	his	translation	he	uses	the	German	word	
unheimlich,	which	in	itself	can	be	difficult	to	translate	into	English,	but	is	usually	
rendered	as	‘uncanny’.	He	uses	this	term	to	open	up	three	aspects	of	the	concept	of	
deinon	in	order	to	attempt	to	recover	something	of	its	original	meaning.		I	would	like	
to	examine	briefly	these	three	elements	and	their	relevance	to	How	To	Act.	
	
Firstly,	Heidegger	refers	to	the	opening	three	stanzas	of	the	choral	ode	in	which	
humanity’s	achievements	in	taming	nature	are	listed.	He	does	this	to	emphasise	the	
sense	of	humanity’s	power	in	mastering	his	environment,	and	developing	beyond	
the	limits	of	nature,	implicit	in	the	idea	of	deinon.	For	Heidegger,	it	is	important	to	
note	that	there	is	a	necessary	element	of	violence	in	this	power,		
	
The	first	strophe	and	antistrophe	name	the	sea,	the	earth,	the	
animal	as	the	overwhelming	that	the	violence-doer	allows	to	
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break	into	openness	in	all	its	excessive	violence.	(Heidegger,	
2014:	p.	173)	
	
Rather	than	simply	stating	that	humanity	is	violent,	Heidegger	here	points	to	the	
intrinsic	violence	bound	up	in	the	event	of	humanity’s	being	and	its	relationship	with	
the	world.	There	is	a	necessary,	‘excessive’	violence	in	man’s	relationship	with	the	
world	that	he	is	born	into	and	inevitably	seeks	to	master.	
	
We	have	already	discussed	the	ways	in	which	Nicholl	might	be	seen	to	be	
attempting	to	‘master	his	environment’	through	the	putting	into	practice	of	his	
technical	knowledge	of	the	theatre	and	storytelling	more	generally.	He	assumes	
authority	over,	and	re-interprets,	Promise’s	experience	by	means	of	this	technical	
expertise	and	by	so	doing	enacts	a	kind	of	violence	to	it,	or	‘covering	over’	of	the	
truth	as	Promise	puts	it.	However,	this	is	done	with	the	good	intentions	of	enabling	
her	to	communicate	her	experience	in	a	more	effective	way	and	become	a	better	
actor.	For	Nicholl	this	is	an	obvious	goal	for	any	actor	and	an	assumption	on	which	
the	whole	idea	of	a	masterclass	is	based.	This	violence	then,	can	be	seen	to	be	
bound	up	in	and	inherent	to	in	the	necessary	circumstances	in	which	Nicholl	and	
Promise	appear.	
	
For	the	second	aspect	of	deinon	that	Heidegger	discusses,	he	makes	use	of	the	heim		
(home)	element	of	Unheimlich	to	give	a	sense	of	humanity’s	inability	to	feel	‘at	
home’.	Because	man	is	a	technical	being,	Heidegger	argues,	with	the	power	to	
master	his	environment	through	making	things,	both	physically	and	in	language,	he	
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will	never	feel	comfortably	at	home	within	it.	In	this	sense	he	‘re-makes’	his	home	
(also	his	sense	of	self)	through	his	technical	abilities	therefore	exiling	himself	from	
his	‘original’	home.		
	
The	extent	humanity	is	not	at	home	in	its	own	essence	is	
betrayed	by	the	opinion	human	beings	cherish	of	themselves	
as	those	who	have	invented	and	could	have	invented	
language	and	understanding,	building	and	poetry.	(ibid:	p.	
174)	
	
Our	pride	in	the	technical	abilities	that	set	us	apart	(remove	us)	from	our	essential	
sense	of	self	in	the	world	‘betrays’	how	much	we	cannot	feel	‘at	home’.	This	seems	
to	connect	directly	with	Nicholl’s	urge	to	make	stories	through	language	and	
performance	in	the	play.	It	is	this	urge	which	has	driven	him	out	of	his	home	to	seek	
and	share	truth	in	foreign	lands,	an	act	that	inevitably	means	he	is	both	literally	‘not	
at	home’	but	also	culturally	and	ethically	adrift	as	we	have	seen.	It	is	also	his	
fundamental	belief	in	the	power	of	these	stories,	and	of	language	and	performance	
generally,	to	communicate	truth	that	provides	the	drive	towards	tragic	self-
discovery	that	results	in	Nicholl	being	fundamentally	undermined	and	humiliated	in	
his	own	domain.	Heidegger	connects	this	idea	of	unheimlich	to	Sophocles’	phrase	
pantoporos	aporos,	which	he	translates,69	
																																																									
69	This	translation	itself	‘does	violence’	to	the	original	as	many	have	noted	including	Stathis	
Gourgouris	in	Does	Literature	Think	(p.	138).	Heidegger	conflates	the	two	concepts	of	
pantoporos	aporos	(and	later	hypsypolis	apolis)	that	would	have	originally	been	separated	
by	some	punctuation,	thereby	functioning	in	separate	phrases.	It	obviously	serves	
Heidegger’s	argument	towards	the	inherent	contradiction	and	paradox	of	humanity	that	
these	words	in	Sophocles	become	singular	counterturning	phrases	rather	than	separate	
ideas	as	they	might	have	originally	been	intended.	
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Everywhere	moving	forward,	underway,	lacking	
experience		
having	no	exit,		
he	comes	to	naught.	(ibid:	p.	164)	
	
It	is	the	hubris	of	‘everywhere	moving	forward’	that	takes	Nicholl	to	Nigeria,	a	place	
where	he	inevitably	and	crucially	‘lacks	experience’	in	terms	of	the	ethical	
complexities	of	his	very	presence	there.	For	Heidegger,	there	is	a	sense	of	constant	
exile	in	the	‘everywhere	moving	forward’	(or	‘journeying	everywhere’	as	it	is	
sometimes	translated),	but	with	no	hope	of	resolved	arrival	other	than	in	death	–	
‘comes	to	naught’.	
	
It	is	this	idea	of	‘having	no	exit’	other	than	in	death	that	Heidegger	explores	in	the	
next	part	of	his	elaboration	of	the	concept	of	deinon.		
	
The	slow	pressure	that	he	cannot	evade	by	means	of	any	
flight	is	death,	(ibid:	p.	164)	
	
Not	only	can	human	beings	not	escape	death,	because	of	our	knowledge	(techne),	
we	are	unique	in	being	conscious	of	its	inevitability.	This	makes	our	existence,	
according	to	Heidegger,	fundamentally	uncanny.	The	same	technical	knowledge	that	
gives	us	the	ability	to	overcome	so	many	challenges	of	nature,	also	gives	us	
knowledge	of	our	helplessness	(‘lack	of	resource’	in	Heidegger’s	translation	from	
Sophocles)	in	the	face	of	its	ultimate	challenge.	We	see	here	again	an	idea	of	
knowledge	as	being	bound	up	with	its	own	limits	as	well	as	a	sense	of	tragedy	and	
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destiny	that	knowledge	contains.	This	echoes	Heidegger’s	earlier	comments	about	
death	from	Being	and	Time,	
	
Here	the	entire	strangeness	of	this	greatest	strangeness	is	
disclosed;	not	only	.	.	.	that	as	the	violent	one	he	drives	
himself	beyond	his	familiar	home,	but	he	becomes	the	most	
strange	first	of	all	insofar	as,	on	all	paths	he	has	no	exit,	is	
thrown	out	of	every	relation	to	the	familiar,	insofar	as	atē,70	
ruin,	unholiness,	catastrophe,	come	over	him.	(Heidegger,	
1962a:	p.	116)	
	
Heidegger	here	refers	to	the	beginning	of	the	choral	ode	that	names	man	(deinon)	
as	the	‘strangest	of	the	strange’	(or	uncanny	as	Heidegger	later	translates	it).	The	
‘tragedy	of	man’s	appearance’	lies	not	only	in	the	violence	of	his	inevitable	striving	
to	exercise	his	inherent	technical	powers	thereby	disallowing	any	essential	
experience	of	the	familiar,	but	also	in	the	destiny	that	this	striving	beyond	the	
familiar	can	only	end	in	death.	
	
Heidegger	connects	another	phrase	from	Sophocles’	ode,	hypsipolis	apolis,	to	this	
fundamental	sense	of	alienation	or	uncanniness	inherent	in	the	concept	of	deinon.	
He	translates	this	phrase	as	‘towering	high	above	the	place,	forfeiting	the	place’	and	
uses	it	to	add	a	political	dimension	to	his	definition	of	the	human	condition.		For	
Heidegger	the	polis	is	the	social	space	made	possible	out	of	the	violent	appearance	
of	human	beings.	It	is	through	our	technical	strivings	to	overcome	nature	that	this	
																																																								
70	Atē	refers	to	the	concept	of	reckless	impulse	in	the	tragic	hero	towards	the	course	
of	action	that	leads	to	their	downfall.	
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space	of	human	relations	is	formed.	Heidegger	tells	us	that	this	is	the	organisation	
that	makes	history	possible,	
	
Polis	means	most	of	all	the	place,	the	there,	wherein	and	as	
which	da-sein	[being-there]	as	historical	is.	The	polis	is	the	
historical	place,	the	there,	in	which,	out	of	which	and	for	
which	history	happens.	(Heidegger,	2014:	p.	152)	
	
Where	humans	appear	they	must	exercise	their	technical	ability	to	know,	master	
and	recreate	their	world.	Heidegger	identifies	the	place	where	these	activities	
happen	(take	their	place)	and	the	relations	they	involve	as	the	polis.	However,	it	is	
this	same	activity	that	drives	us	to	‘tower	above’	and	therefore	‘forfeit	the	place’.	
The	technical	knowledge	(techne)	that	means	we	create	the	polis,	also	exiles	us	from	
that	sense	of	place	because	of	its	inherent	nature.	The	nature	of	that	knowledge	is	
one	of	incessant	mastery	and	striving	allowing	us	to	‘rise	above’	rather	than	being	in	
place,	destining	a	‘forfeiting’	rather	than	a	being	‘at	home’.			
	
If	the	theatre	is	the	polis	in	microcosm	for	the	purposes	of	How	To	Act,	then	it	can	
be	seen	as	the	place	‘in	which,	out	of	which,	and	for	which’	this	particular	history	is	
allowed	to	happen.	The	masterclass	can	only	exist	because	of	a	master,	someone	
‘for	which’	this	space	comes	into	being	but	who	must	inevitably	rise	above	it	
through	the	very	act	of	being	a	master.	Nicholl	literally	creates	this	space	by	
arranging	the	shoes	to	act	as	the	forum	in	which	his	knowledge	will	be	played	out	
and	also	to	represent	the	seminal	site	from	which	he	draws	his	authority.	Through	
creating	this	space	he	unwittingly	allows	the	history	of	which	he	is	unaware	to	
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emerge,	forcing	him	to	forfeit	his	claim	to	the	same	space	he	has	created.	That	it	is	
the	realm	of	theatricality	that	allows	for	this	exploration	of	the	contradictions	and	
instabilities	of	the	polis	in	How	To	Act,	further	elaborates	the	ways	in	which	an	
aletheic	experience	of	truth	might	be	made	available	through	theatrical	means,	as	
this	research	has	argued.	
	
Of	course,	these	issues	of	an	individual’s	relationship	with	the	polis	as	manifested	by	
the	ancient	Greek	city-state	are	a	central	subject	matter	for	Greek	tragedy.	Plays	
such	as	Oedipus	the	King	depict	a	striving	for	knowledge	that	can	only	end	in	forfeit	
and	exile.	Oedipus	needs	to	save	(again)	the	polis	of	Thebes	and	feels	sure	he	can	
achieve	this	through	his	technical	prowess.	In	gaining	the	knowledge	of	his	true	
relationship	to	this	place	in	order	to	save	it	however,	he	must	forfeit	his	place	within	
it.	This	is	why	for	Heidegger,	Sophocles	can	be	considered	a	political	thinker	in	that	
he	gives	expression	to	the	fundamental	nature	of	the	appearance	of	human	beings	
in	the	world	and	how	that	nature	manifests	in	political	life.	If	we	can	understand	this	
fundamental	nature	and	the	political	relationships	it	necessitates	as	portrayed	in	
Greek	tragedy,	Heidegger	argues,	we	can	develop	a	true	sense	of	history	in	which	to	
contextualise	the	events	and	politics	of	our	own	times.	This	was	of	utmost	
importance	to	Heidegger	given	the	earth-shattering	events	(‘shattering	against	the	
limits	of	nature’	as	Heidegger	interprets	Sophocles’	definition	of	deinon)	of	the	time	
of	writing.	
	
Heidegger	sees	in	Greek	tragedy	an	alternative	way	of	thinking	to	the	assumptions	
about	the	human	being	as	a	subject	with	a	stable	sense	of	self	that	he	identifies	as	
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the	cornerstones	of	Western	metaphysics	from	Plato	onwards.	Like	Plato’s	Republic,	
written	as	a	challenge	to	this	tragic	mode	of	thought,	tragic	drama	attempts	to	
present	an	understanding	of	what	it	is	to	be	human,	the	implications	of	striving	for	
knowledge,	and	how	we	relate	to	each	other	through	political	organisation.	In	tragic	
drama	however,	Heidegger	sees	the	possibility	of	returning	this	understanding	to	a	
pre-Socratic	concept	of	deinon	that	expresses	the	unresolvable	contradiction	of	
human	existence	in	all	its	strangeness,	violent	power	and	uncanny	relation	to	place,	
self	and	death.	Through	this	understanding	he	hopes	to	develop	what	he	calls	
elsewhere	in	his	Letter	on	“Humanism”	an	‘original	ethics’	(Heidegger,	1949:	p.	150)	
with	which	to	interpret	the	historical	events	of	his	own	time.	
	
In	How	To	Act	I	have	attempted	to	put	into	practice	some	of	Heidegger’s	ideas	about	
tragedy	as	well	as	drawing	on	Critchley’s	overview	of	some	of	its	key	attributes.	I	
have	attempted	to	create	a	central	character	that	embodies	some	of	Heidegger’s	
key	definitions	of	the	concept	of	deinon,	and	to	open	up	a	space	for	a	consideration	
of	an	ethics	that	challenges	some	contemporary	artistic	and	political	assumptions.	I	
mentioned	earlier	the	problem	of	equivalence	in	this	project	with	reference	to	the	
‘noble’	status	of	the	tragic	hero.	My	response	to	this	challenge	in	its	various	
manifestations	has	largely	been	to	create	a	microcosm	in	which	the	key	attributes	of	
Greek	tragedy	could	be	said	to	pertain	without	the	broader	significance	they	might	
have	in	the	original	Greek	form.	The	implications	of	this	strategy	can	be	seen	in	
rendering	the	equivalent	of	the	king	figure	from	Greek	tragedy	as	a	theatre	director	
and	the	subsequent	conflation	of	ideas	of	power	and	political	authority	within	a	
state	with	notions	of	authorship	and	professional	authority	within	an	artistic	realm.	
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The	potentially	reductive	implications	of	this	strategy	can	also	be	seen	on	a	
philosophical	level	in	relation	to	ideas	such	as	the	polis.	In	Oedipus	the	King	for	
example,	the	entire	city-state	of	Thebes	is	in	dire	existential	crisis	because	of	the	
plague	that	threatens	its	people	if	they	do	not	find	its	cause.	The	extremity	of	this	
imperative	and	the	implications	of	success	or	failure	are	obviously	diminished	by	
finding	a	contemporary	equivalent	in	the	microcosmic	world	of	theatre	and	the	
‘sickness’	of	its	perceived	artistic	failings.	Perhaps	the	most	crucial	omission	in	this	
strategy	however	is	the	avoidance	of	the	ultimate	narrative	event	and	defining	limit	
of	tragedy,	death.	This	is	an	essential	ingredient	in	the	dramatic	intensity	and	
conceptual	profundity	of	Greek	tragedy	that	I	did	not	feel	able	to	incorporate	into	
my	contemporary	version.	I	think	it	is	fair	to	say	that	this	alters	the	fundamental	
nature	of	what	a	Greek	tragedy	attempts	to	deal	with	in	an	attempt	to	bring	it	into	
line	with	contemporary	narrative	expectations	in	this	form,	or	at	least	my	
interpretation	of	them.	
	
It	is	perhaps	for	some	of	these	reasons	that	most	of	the	thinkers	so	drawn	to	Greek	
tragedy	that	I	have	referenced	in	this	chapter,	including	Hegel,	Heidegger	and	
Critchley	(Critchley,	2011b),	ultimately	conclude	that	any	modern	attempt	at	
creating	a	tragic	drama	that	seeks	to	emulate	some	of	the	functions	and	the	
significance	of	the	ancient	Greek	model	is	doomed	to	failure.	Conditions	are	so	
radically	different	in	both	our	understanding	of	theatre,	but	more	fundamentally	of	
ourselves,	that	such	an	exercise	would	seem	to	them	purely	academic	according	to	
this	view.	The	truth	of	this	judgement	in	relation	to	my	own	work	will	be	tested	as	
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How	To	Act	is	put	into	production	and	reaches	its	audience	over	coming	years.	I	will	
discuss	these	ongoing	and	future	aspects	of	my	research	in	the	following	conclusion.	
	
	
Conclusions	
	
Napoleon	is	alleged	to	have	said	to	Goethe	that	the	role	that	
fate	had	in	the	ancient	world	becomes	the	force	of	politics	in	
the	modern	world.	We	don't	therefore	require	the	continued	
presence	of	the	gods	and	oracles	in	order	to	understand	the	
ineluctable	power	of	fate.	(Critchley,	2011d)	
	
The	tragic	turn	
There	have	been	an	extraordinary	number	of	Greek	tragedies	of	one	form	or	
another	presented	on	British	stages	during	the	term	of	this	project.	In	2015	there	
were	three	major	new	productions	of	the	Oresteia	trilogy	alone	in	London	and	
Manchester	with	another	to	follow	in	Scotland	in	2016.	Robert	Icke’s	contemporary	
adaptation	for	the	Almeida,	that	subsequently	transferred	to	the	West	End,	was	
many	critics’	production	of	the	year	(Gardner,	17.12.15).	This	show	formed	a	part	of	
a	Greek	season	at	the	Almeida	that	included	The	Bakkhai	and	Medea	as	well	as	an	
extensive	programme	of	readings	and	talks	that	explored	Greek	tragedy,	epic	poetry	
and	its	contemporary	significance.	There	was	also	a	major	new	production	of	
Antigone	played	by	Juliette	Binoche	and	directed	by	Ivo	Van	Hove	at	the	Edinburgh	
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International	Festival	and	The	Barbican	in	London,	as	well	another	Medea	at	the	
Gate	and	stagings	of	The	Illiad	and	The	Odyssey	at	National	Theatre	of	Wales	and	
Liverpool’s	Everyman	respectively.	There	have	been	various	theories	put	forward	as	
to	the	reasons	for	this	proliferation	of	interest	in	Greek	tragedy,	including	editorial	
features	in	The	Guardian	(22.5.15)	and	The	Observer	(4.10.15)	newspapers	
commenting	on	the	phenomenon.	The	Observer	suggests	that	the	strong	female	
roles	presented	in	Greek	tragedy	offer	todays	theatre	makers	a	way	of	reflecting	
contemporary	gender	politics	suggesting,	‘for	radical	feminism,	look	no	further	than	
the	ancients’	(Editorial,	The	Observer,	2015).71	Matt	Trueman,	in	his	What’s	On	
Stage	article,	draws	attention	to	the	parallels	that	have	been	made	in	recent	
productions	with	the	continuing	conflicts	in	Iraq,	Afghanistan	and	Syria	(What’s	On	
Stage,	15.6.15).	Whilst	acknowledging	these	factors,	Charlotte	Higgins	in	her	
Guardian	article	also	points	towards	the	ability	of	Greek	tragedy	to	re-work	ancient	
myths	in	order	to	examine	contemporary	issues,	often	of	political	urgency.	She	
explains	that	Eumenides	from	the	Oresteia	deals	with	the	origins	of	the	democratic	
Greek	state	and	legal	system	that	was	in	crisis	at	the	time	of	the	play’s	performance,	
	
Eumenides	takes	place	in	a	city	with	no	king	–	the	only	extant	
Greek	tragedy	to	lack	a	royal	ruler.	This	is	a	play	about	a	
kingless	society,	a	democracy;	it	is	about	presenting	a	mythical	
origin	for	modern	institutions.	
	
																																																								
71	This	chimes	with	another	of	Critchley’s	theses	–	that	“tragedy	is	gender	trouble”	in	its	
disruption	of	patriarchal	norms	(2011b).	
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The	high	court	at	the	Areopagus,	that	provides	the	main	setting	for	Eumenides,	had	
been	thrown	into	crisis	three	years	prior	to	its	production	in	458	BCE,	with	the	
assassination	of	its	democratic	reformer	Ephialtes.	Aeschylus,	therefore,	is	
presenting	a	story	about	the	values	of	democracy	and	rule	of	law,	albeit	in	a	
historico-mythical	setting,	that	would	have	been	very	current	to	his	audience.72	
Higgins	implies	that	these	debates	have	once	more	become	vital	to	us	today	and	
that	we	have	a	renewed	appetite	for	stories	that	deal	with	the	complexities,	often	
contradictory	and	irresolvable,	of	these	issues.	The	limits	of	democracy	and	the	rule	
of	law,	as	well	as	the	capacity	of	people	to	kill	and	protect	in	the	name	of	what	they	
believe	to	be	true,	are	tested	throughout	Greek	tragedy	and	resonate	strongly	with	
contemporary	debates	around	terrorism,	democracy,	religious	fundamentalism	and	
human	rights.	That	these	debates	were	vexed	from	antiquity	is	perhaps	of	salutary	
interest	if	little	consolation	for	contemporary	audiences.	As	Higgins	points	out	in	her	
description	of	Sophocles’	treatment	of	democracy	as	a	subject	matter,	
	
So	it	is	that	the	Oresteia	dramatises	democracy	as	it	is	invented	
–	troublingly.	(Higgins,	2015)	
	
This	idea	of	Greek	tragedy	staging	the	debates	around	a	society’s	key	values	is	in	
keeping	with	Critchley’s	contention	that	these	plays	were	created	at	a	time	of	
difficult	societal	transition	(Critchley,	2011b).	He	suggests	that	it	was	a	community	
attempting	to	understand	and	assimilate	the	previous	values	of	a	myth	based	belief	
system	within	a	modernised	legislative	democracy.	Perhaps	we	face	a	similar																																																									
72	Higgins	quotes	Hall’s	suggestion	that	Ephialtes’	assassin	would	likely	to	have	been	in	the	
audience	of	the	original	performance	of	the	Oresteia.	
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challenge	today	in	reconciling	the	power	of	ancient	religious	beliefs,	and	the	
extreme	force	with	which	they	can	manifest	themselves	in	contemporary	ideology,	
with	the	values	of	democracy	and	law	that	are	presented	as	the	foundational	
principles	of	a	Western	liberal	consensus.	Greek	tragedy	offers	us	the	opportunity	to	
explore	the	originary	complexity	of	these	values	of	democracy	and	law	and	their	
inherent	conflict	with	other,	less	rational	forces.	As	the	quotation	at	the	start	of	this	
chapter	attributed	to	Napoleon	asserts,	we	might	look	to	these	belief	systems	and	
ideologies	for	the	forces	beyond	our	control	that	act	upon	us	in	an	equivalent	role	to	
that	of	fate	in	ancient	Greek	tragedy.	Perhaps	it	is	the	re-assertion	of	these	older	
(myth	based)	belief	systems	and	the	challenge	they	pose	to	contemporary	
ideologies	of	democracy	and	rule	of	law	that	give	Greek	tragedy	its	current	
relevance.	Equally,	Greek	tragedy	provides	a	comprehensive	study	of	the	
uncompromising	violence	that	these	ideologies	exercise	in	order	to	maintain	their	
authority	in	the	face	of	such	challenges,	and	its	repercussions	throughout	
generations.	
	
In	the	light	of	this	perceived	relevance	of	Greek	tragedy	and	the	quantity	of	
adaptations	and	productions	on	our	stages,	it	may	be	possible	to	identify	a	‘tragic	
turn’	in	contemporary	theatre	practice,	at	least	in	the	United	Kingdom,	that	we	
might	examine	alongside	the	‘theatrical	turn’	that	I	cite	as	a	starting	point	for	this	
research.	Instead	of	accepting	the	anti-theatrical	tenets	of	Plato’s	critique	of	mimesis	
as	a	reason	to	abolish	the	inherent	dynamics	of	its	own	theatricality,	theatre	is	
looking	towards	its	origins	as	a	mimetic	practice	that	offers	a	different	account	of	
experience	and	truth.	One	of	Rupert	Goold’s	primary	motivations	for	presenting	the	
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Almeida’s	Greek	season	was	to	‘to	go	back	to	the	roots	of	western	drama…to	
understand	why	we	make	plays…	or	why	we	put	any	theatre	on	for	that	matter…’	
(Watch	why	Greeks	matter	panel,	2015).	For	Goold	as	a	new	artistic	director	there	
was	a	need	to	ask	fundamental	questions	of	the	form	of	theatre	and	the	possibilities	
it	has	to	offer.	This	kind	of	exploration	of	the	fundamental	dynamics	of	theatricality	
in	the	form	of	Greek	tragedy	presents	the	possibility	of	a	paradigm	shift	in	the	ways	
that	contemporary	theatre	makers	view	the	perceived	problems	and	potential	of	
their	own	art	form.	Perhaps	Western	theatre	is	finally	turning	away	from	its	own	
modernist	anti-theatrical	tendencies	as	outlined	by	Jaques	Rancière	in	The	
Emancipated	Spectator	(2009)	with	reference	to	Brecht	and	Artaud,	where	he	
observes,	“In	both	cases,	theatre	is	presented	as	a	meditation	striving	for	its	own	
abolition”	(p.	8).	
	
Rancière	makes	the	connection	between	the	manifestos	of	these	and	other	
twentieth	century	avant-garde	theatre	practitioners	in	their	attempts	to	reform	the	
relationship	between	the	spectator	and	the	spectacle,	with	Plato’s	anti-theatrical	
philosophy.73	This	has	resulted,	he	argues,	in	the	‘paradox	of	the	spectator’	in	which	
an	attempt	is	made	to	abolish	the	‘separation’	between	spectator	and	performance	
thereby	undermining	a	perceived	passivity	on	the	part	of	the	audience.	He	writes,	
“the	paradox	of	the	spectator	pertains	to	the	curious	device	that	adopts	Plato’s	
prohibition	of	theatre	for	theatre”.	(p.	7)	
																																																									
73	In	Brecht’s	case	this	included	overcoming	the	perceived	passivity	of	the	audience	
in	favour	of	an	attitude	of	criticism	and	enquiry	into	the	action	with	which	they	are	
presented.	
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Rancière	identifies	theatre’s	own	anti-theatrical	strand	in	the	form	of	two,	
admittedly	very	different,	giants	of	supposedly	progressive	twentieth	century	
theatre	practice.	Although	they	might	seek	different	results,	both	their	manifestos,	
Rancière	argues,	rest	on	the	same	Platonic	anti-theatrical	prospectus	that	we	
identified	in	discourses	around	modernist	visual	art	earlier	in	this	thesis.		Might	a	
‘tragic	turn’	within	theatre	practice	intimate	a	desire	to	break	free	of	this	paradox	
and	embrace	the	inherent	possibilities	of	theatricality	that	I	have	explored	in	this	
thesis?	It	is	interesting	to	note	that	it	is	not	just	contemporary	productions	of	
ancient	Greek	classics	that	have	been	filling	our	stages,	but	new	plays	and	new	
interpretations	of	contemporary	writing	that	have	been	greatly	influenced	by	Greek	
drama.	Zinnie	Harris’	Oresteia	for	the	Citizens	Theatre	and	National	Theatre	of	
Scotland	in	2016	takes	the	form	of	three	new	plays	that	have	been	inspired	by	the	
Greek	original	rather	than	being	a	direct	attempt	at	adaptation.	Ivo	Van	Hove’s	
award	winning	production	of	A	View	From	the	Bridge	(Young	Vic,	2014)	was	
premised	on	his	interpretation	of	Miller’s	play	as	a	contemporary	Greek	tragedy.	
This	range	of	work	suggests	a	potentially	broader	concern	with	the	fundamental	
qualities	of	Greek	tragedy	than	a	mere	programming	fashion.	
	
This	contemporary	deployment	of	some	of	the	ideas	behind	Greek	tragedy	has,	of	
course,	been	the	starting	point	for	my	own	play	How	To	Act.	The	process	of	creation	
of	this	piece	over	the	last	five	years	has	coincided	with	this	‘tragic	turn’	in	British	
theatre	more	generally	to	the	extent	that	an	attempt	at	producing	a	contemporary	
tragedy	seems	a	less	esoteric	choice	now	than	at	the	project’s	outset.	In	this	context	
the	project	will	form	part	of	a	continuing	debate	around	tragedy	that	has	developed	
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over	this	period.	The	intention	is	to	present	the	play	alongside	a	symposium	event	
that	will	debate	many	of	the	ideas	raised	in	this	thesis.	An	initial	presentation	of	the	
play	and	accompanying	symposium	will	take	place	at	the	Citizens	theatre	in	May	
2016	to	coincide	with	Zinnie	Harris’	new	trilogy	of	plays	inspired	by	the	Oresteia.	
Organised	in	collaboration	with	Glasgow	University	and	The	Theatre	and	
Performance	Research	Association,	the	symposium	will	debate	issues	raised	by	How	
To	Act,	Zinnie’s	plays	and	the	proliferation	of	tragic	drama	more	generally	with	
practitioners	and	academics.	The	play	will	then	tour	to	a	number	of	university	towns	
both	in	the	UK	and	internationally	where	it	will	involve	students	and	academics	from	
those	universities	in	the	symposia.	In	this	sense	the	practice	as	research	origins	of	
the	play	will	be	embedded	within	its	eventual	mode	of	presentation	that	will	
maintain	a	continuing	relationship	between	the	play	and	the	academy.	This	also	
feels	appropriate	to	the	ideas	of	theoria	that	have	informed	my	research	in	its	
attempts	to	practice	a	contemporary	theoric	mode	that	re-connects	philosophical	
enquiry	with	knowledge	accumulated	through	practice.	It	is	hoped	that	holding	
academic	debates	around	the	performances	of	the	play	will	enable	a	productive	
relationship	between	these	different	approaches	to	knowledge	that	are	at	the	heart	
of	the	project.	As	with	tragedy	itself,	the	ambition	is	not	to	assimilate	or	reconcile	
these	different	forms	of	knowledge	generated	through	practice	and	theoretical	
debate,	but	to	productively	explore	the	tensions	and	possibilities	of	their	
juxtaposition.	There	is	also	a	sense	in	which	the	tour	of	the	play	itself	can	be	seen	to	
constitute	a	theoric	journey	in	its	ambition	to	acquire	new	knowledge	as	it	travels	
‘abroad’	before	a	‘return’	that	will	allow	for	this	knowledge	to	be	assimilated	into	a	
developing	practice.	It	is	hoped	that	this	knowledge	will	accumulate	as	the	tour	
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progresses	and	more	symposia	are	held,	and	this	accumulation	will	be	
acknowledged	within	the	symposia	themselves.	Perhaps	most	fittingly	given	the	
explorations	around	theoria	that	led	to	the	writing	of	How	To	Act,	the	National	
Theatre	of	Scotland	is	currently	intending	to	programme	the	play	as	part	of	the	
Edinburgh	Festival	in	2017	thereby	giving	the	play’s	theoric	journey	a	festive	
destination.	
	
My	relationship	with	the	visual	arts	has	continued	to	develop	as	a	result	of	this	
practice	as	research	project.	I	am	currently	involved	in	two	collaborative	projects	
with	different	visual	artists	that	build	on	the	explorations	around	theatricality	begun	
here.	The	Enderby	project	with	video	artist	Stephen	Sutcliffe	extends	the	explicit	use	
of	staging	devices	within	the	medium	of	film	that	I	explored	in	The	Making	of	Us.	We	
will	be	working	with	the	Royal	Exchange	theatre	in	Manchester	and	the	Royal	
Shakespeare	Company	in	Stratford	as	the	theatrical	settings	for	two	stories	by	
Anthony	Burgess	from	his	Enderby	series	of	novels	(1963-84).	This	theatrical	setting	
will	be	the	frame	within	which	we	explore	Burgess’	ideas	of	posterity	of	the	artist	
and	afford	us	the	opportunity	to	develop	the	idea	of	the	theatre	building	as	a	kind	of	
time	machine.	Time	travel	features	heavily	in	both	narratives	as	the	means	by	which	
the	protagonists	search	for	the	truth	in	both	contexts.74	This	provides	an	interesting	
new	temporal	dimension	to	the	theoric	journeys	explored	in	this	thesis	and	the	
encounters	with	different	ideas	of	truth	that	provide	their	destinations.	The	other	
project	is	with	Turner	Prize	winning	artist	Simon	Starling	and	continues	his																																																									
74	In	Inside	Mr	Enderby	it	is	a	school	trip	run	by	Educational	Time	Travel	that	allows	the	
students	to	discover	the	‘real’	living	conditions	of	their	set	text	poet.	In	The	Muse,	a	literary	
historian	travels	to	a	parallel	universe	to	discover	the	truth	of	the	authorship	of	
Shakespeare’s	plays.	
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exploration	of	Japanese	Noh	theatre	as	a	way	of	staging	different	figures	and	events	
from	art	and	literary	history.	In	this	piece,	At	Twilight,	we	are	working	together	to	
create	a	performance	that	draws	on	the	Noh	tradition	to	stage	the	relationship	
between	W.B.	Yeats	and	Ezra	Pound	and	the	time	they	spent	together	during	the	
First	World	War	translating	and	adapting	Noh	plays.	In	a	development	of	the	ideas	
around	tragedy	examined	in	this	thesis,	the	war	provides	a	distinctly	tragic	backdrop	
to	this	relationship	and	the	play	we	are	creating.	It	raises	issues	around	the	role	of	
mythical	stories,	of	particular	interest	to	Yeats	in	his	reinterpretations	of	Irish	folk	
culture,	and	their	value	in	a	contemporary	context	of	crisis,	in	the	manner	of	Greek	
tragedy	discussed	earlier.75		
	
It	would	be	the	work	of	another	study	to	attempt	to	identify	a	developing	interest	in	
tragedy	in	the	visual	arts	as	a	possible	further	extension	of	the	broader	‘theatrical	
turn’	I	have	identified.	As	the	work	of	visual	artists	employing	theatrical	devices	
continues,	might	they	also	be	turning	to	ideas	of	tragic	drama	to	deepen	their	
understanding	and	further	explore	the	potential	of	theatricality	in	a	visual	arts	
context?	Might	this	be	a	corollary	development	to	the	potential	tragic	turn	in	
theatre	practice	discussed	earlier?	An	interesting	example	of	this	possibility	is	my	
former	collaborator	Graham	Fagen’s	project	for	the	Venice	Biennale	in	2015.	He	
																																																								
75	The	play	by	Yeats	and	Pound	that	the	project	focuses	on	is	At	the	Hawk’s	Well	that	depicts	
a	warrior	and	an	old	man	searching	for	the	waters	that	will	give	them	immortality.	The	
warrior	figure,	who	is	eventually	drawn	off	to	war	as	a	distraction	from	his	quest,	seems	
particularly	resonant	in	the	context	of	WWI,	and	the	relationship	between	the	young	man	
and	old	man	pertinent	to	the	relationship	between	the	younger	Pound	and	the	old	master	
Yeats.	The	themes	from	an	Irish	myth	that	Yeats	was	adapting	into	a	Noh	form,	can	be	seen	
to	play	out	in	the	context	of	their	production	with	particular	relevance	in	the	manner	of	
Greek	tragedy.	
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brings	together	the	poetry	and	biography	of	Robert	Burns,	as	one	of	the	founding	
figures	of	Scottish	cultural	identity,	with	the	politics	of	race	and	slavery,	through	the	
story	of	Burns’	near	involvement	in	the	slave	trade.76	We	can	identify	in	Fagen’s	
explicitly	theatrical	work	an	exploration	of	the	complexities	and	contradictions	of	
contemporary	cultural	politics	by	means	of	a	staging	of	iconic	(and	in	a	sense	
mythic)	figures	from	the	past	and	the	horrors	of	history	that	are	bound	up	with	our	
cultural	identity.	This	seems	to	me	to	employ	the	same	strategies	as	Greek	tragedy	
and	its	re-deployment	of	myth	as	a	way	of	addressing	issues	of	relevance	to	its	
audience.	
	
From	this	conclusion	of	my	theoric	journey	of	practice	and	research,	other	journeys	
have	now	begun.	How	To	Act	will	go	on	its	own	journey	of	further	exploring	the	
significance	of	tragedy	in	a	contemporary	context,	and	continuing	and	extending	the	
theoric	practice	begun	here	by	enabling	a	mutually	affective	relationship	between	
the	practice	of	the	performances	and	theoretical	enquiry	of	the	accompanying	
symposia.	The	interdisciplinary	collaborations	will	continue	my	journey	into	visual	
arts	and	its	exploration	of	theatricality	as	a	means	of	framing	experience	in	those	
artworks.	Notions	of	the	festival	will	continue	to	play	a	significant	role	in	my	
practice,	both	as	a	‘destination’	for	presenting	work	but	also	as	a	historical	and	
philosophical	framework	within	which	to	situate	my	ideas.	Supporting	all	this	
activity	will	be	a	theoric	practice	that	combines	the	creation	of	new	art	works	with	
																																																								
76	In	1792	Robert	Burns	was	booked	on	a	ship	to	Jamaica	from	Scotland	where	he	was	to	
take	up	a	position	as	a	slave	overseer.	It	was	the	positive	reception	of	the	Kilmarnock	
edition	of	his	poetry	that	gave	him	incentive	to	remain	in	Scotland.	
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academic	research,	illuminated	by	the	work	I	have	done	here	to	inform	and	enrich	
that	relationship.	
	
By	mapping	this	project	onto	the	journeys	of	practice-based	and	intellectual	theoria,	
I	hope	to	have	provided	the	reader	with	their	own	theoric	experience.	They	will	have	
followed	the	theoretical	paths	I	have	plotted	out	through	ideas	of	theatricality	and	
philosophies	of	truth.	They	will	have	engaged	in	the	practice-based	journeys	I	
describe,	both	as	a	spectator	and	a	creator,	to	the	‘festive’	presentation	of	work.	
This	journey	will	hopefully	have	offered	insight	on	both	levels	of	theory	and	practice	
and	allowed	for	a	‘return’	from	this	reading,	having	identified	useful	connections,	
resonances	and	tensions	between	the	two.		
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